An important principle of recent rhythmic theory is the distinction between meter and grouping. Meter is a hierarchical framework of beats-points in time carrying varying levels of implicit accentuationwhich in itself implies no segmentation. Grouping is a hierarchical structure of segments, which in itself implies no accentuation. This is not to say that meter and grouping do not interact and influence one another (a point I will develop below). In principle, however, meter and grouping are independent structures, which may be aligned with one another in a variety of different ways.1 Also of central importance to the current study is the distinction between group and phrase. A group is a unit of grouping structure at any hierarchical level; the term "phrase" refers to a basic, intermediate level of group-roughly four to eight measures in length, though sometimes more or less.2 My main concern in this paper will be with phrases, though I will sometimes also consider other levels of grouping.
group must end at (or just after) a strong beat. The Bach invention is a good example of this. An important question arises here concerning the normative alignment of meter and grouping. This issue has received a good deal of discussion, particularly regarding the level of the phrase. A number of authors have argued that the normal situation is for meter and grouping to be roughly "in phase" at the phrase level, with the strongest beat in a phrase occurring at or near the beginning.3 (This view is perhaps implicit in the terms "in phase" and "out of phase.") This view has been endorsed by a range of theorists in the last two decades, including Schachter, Lerdahl and Jackendoff, Kramer, and Rothstein.4 There has not been universal agreement on this point; Riemann argued that phrases were normally end-accented, and some more recent authors have also taken this position (see Cooper and Meyer 1960; Komar 1971) .5 Lerdahl and Jackendoff (1983, 25-34) argue persuasively, however, that this latter view arises from a confusion between different kinds of accent. The end of a phrase is often the site of a structurally important event such as a cadence, signalling tonal arrival and closure; however, such "structural accents" may or may not coincide with metrical accents (i.e. strong beats). (It should be clear at this point that my terms "beginning-accented" and "endaccented" refer to metrical accent, not structural accent.) My own view is basically in accord with the "beginning-accented" camp. While adherents of the beginning-accented view generally acknowledge that endaccented phrases are possible in principle, and may sometimes occur, relatively little attention has been given to such phrases; my aim in the current study is to remedy this situation. (The disagreement on the issue Example 3 of normative meter-grouping alignment should serve as a warning: the perception of meter and grouping can be quite subjective. While I will try to offer musical justifications for my analyses, to some extent such interpretations may boil down to personal taste and temperament.)
Lerdahl and Jackendoff (1983, 75-76) go as far as to say that the normative status of beginning-accented phrases is an important principle of perception; one of their "Metrical Preference Rules" (a set of criteria involved in the perception of meter) is that we prefer for the strongest beat in a phrase to be near the beginning. To my mind, this rule accords well with intuition. Given a simple pattern such as Example 3, the most natural hearing places the strongest beats on the first note in each three-note group (though the final note in each group is, in a sense, the longest).6 This follows naturally from Lerdahl and Jackendoff's rule: given that the notes form three-note groups, there is then a tendency to hear the strongest beat on the first note of each group. However, this is not to say that groups will always be beginning-accented; as noted earlier, Lerdahl and Jackendoff themselves give examples where this is not the case. If other factors give enough support to an end-accented hearing, it may be preferred.
The idea of beginning-accented and end-accented phrases requires some clarification and refinement. Consider the abstract structures shown in Example 4; grouping and metrical structures are indicated in the conventional manner. Vertical bars indicate bar lines-thus the lowest metrical level represented here is the one-measure level. All groups are shown here as beginning right at the bar line, for the sake of consistency, though this assumption is not necessary for the points that follow. Note also that most of the examples consist of two phrases; this again is not essential to the argument, but it is appropriate, as themes in common-practice music often consist of some kind of pairing of phrases.
Examples 4a and 4b are unproblematic cases of beginning-and endaccented structures; the strongest beat is at the beginning of the phrases in Example 4a, at (or near) the end in Example 4b. It is generally agreed, however, that intuitions of meter become less strong as we move to higher and higher levels. In some cases we might have a strong sense of a two-measure level of meter, but not a four-measure level; examples of this are shown in Examples 4c and 4d. Even in cases such as this, however, it seems reasonable to call Example 4c beginning-accented and Example 4d end-accented, on the grounds that the first beat at the one-B.
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Example 4 (continued) measure level in Example 4c is stronger than the last, whereas in Example 4d the reverse is true.
A problem arises here, and is illustrated by Example 4e. By the definition just given, Example 4e is end-accented at the one measure-level (the last one-measure beat is stronger than the first), but beginningaccented at the two-measure level (the first beat at this level is stronger than the last). To prevent confusion, then, when describing a phrase as beginning-or end-accented, we must make it clear which metrical level is at issue.7 This problem rarely seems to arise in practice, however; this is because, at least at relatively high metrical levels, structures such as Example 4e are extremely rare. Much more common are structures such as Examples 4a and 4b, which are either end-accented at multiple levels, or beginning-accented at multiple levels. The excerpts from Lerdahl and Jackendoff cited earlier (Example 1) provide examples of this kind of parallelism between levels.
Example 4f illustrates a further kind of problematic case: some phrases are neither clearly beginning-or end-accented, even at a given metrical level. In the first phrase of Example 4f, the first and last beats at the onemeasure level are both weak; in the second phrase, they are both strong. While "center-accented" structures such as the first phrase in Example 4f appear to be quite rare, structures such as the second are more common; they often occur in cases of phrase overlap, where the final strong beat is simultaneously the beginning of a new phrase.
A final issue is illustrated by Example 4g. We must remember that not only meter, but grouping as well, is hierarchical. While the eight-measure phrase here is beginning-accented at the one-measure level, it divides irregularly into four smaller segments, two of which are end-accented at the one-measure level. In deciding whether a passage is composed of endaccented segments, then, it may depend on which level of grouping is at issue. (It is all very well to say that we are concerned only with the "phrase" level, but in some cases it is not entirely clear what level this is.) Once again, however, this rarely occurs in practice; much more common is a case such as Example 4h, where a beginning-accented four-measure unit divides into two beginning-accented two-measure units, or the analogous case in Example 4i, where both levels of grouping are end-accented.
The important point to be taken from this discussion is this: to be absolutely precise, when describing a group as beginning-or end-accented (or when describing a passage or theme as composed of beginning-or end-accented groups), one must be clear about the level of meter at issue, and also the level of grouping. In many cases, a theme will either be beginning-accented at multiple levels of meter and grouping, or end-accented at multiple metrical and grouping levels. Nevertheless, to avoid confusion, it is best to be precise about what level is under consideration. For the most part, we will be concerned in this paper with intermediate levels of grouping-at the level of the phrase or thereabouts-and metrical patterns at the level of the measure or higher.
End-Accented Phrases and Closing Themes
Before proceeding to analytical discussions, I wish to present one general observation about the use of beginning-and end-accented ornamented; each two-measure segment is end-accented at the half-measure level (meaning that the last half-measure beat is stronger than the first), and at the one-measure level as well. (One could also argue that these phrases were end-accented at the quarter-note level. In this case, as in the cases to follow, I will focus on one or two levels that seem most important.)9 In Example 6, a four-measure phrase is heard twice; each phrase is end-accented at the half-measure and one-measure level. In Example 7, a four-measure melodic idea is heard three times (the first time in the right hand, the second two times in the left); each phrase is end-accented at the one-measure level, and, I would argue, at the twomeasure level as well.10o
It can be seen that these three end-accented themes have several things in common. The numerous similarities between the themes in Examples 5, 6, and 7 suggest that what we are dealing with here is a kind of schema-a pattern defined as a cluster of musical features, which tend to occur together (although not all features need to be present in every occurrence of the schema). (See Gjerdingen 1988 for an extensive study of schemata in the classical period.) I will henceforth refer to this as the "closing-theme schema."
Another situation where end-accented phrases are sometimes found is illustrated by Example 8. This passage is similar to the previous three examples in some ways. We have a four-measure phrase repeated, ending in an authentic cadence; each phrase is end-accented at the measure level as well as the two-measure level (considering only the first-violin melody). (The cello is also playing a kind of melody-its initial rising seventh clearly referring back to the opening theme-but it recedes into the background as soon as the first violin enters.) The theme also follows a strong perfect cadence; this cadence concludes the second (considerably expanded) phrase of the two-phrase period that begins the movement. In all of these respects, then-its structure of two short phrases ending in authentic cadences, and its position following an emphatic perfect cadence-the theme in Example 8 resembles the closing themes discussed earlier; it might very well be considered a kind of "first-group closing theme"-a category which has not been proposed before, to my knowledge. While first-group closing themes are certainly less common Example 8. Beethoven, String Quartet Op. 18, No. 3, I, mm. 25-35 than second-group ones, they are not infrequent; and, like second-group closing themes, they are often end-accented.13
The connection between end-accentedness and closing themes extends beyond sonata form. Consider Example 9, from Chopin's Etude op. 25, no. 9. While this would normally be described as a "coda," it is clearly similar to previous examples in both its internal characteristics (a pair of phrases ending in authentic cadences) and its location (following an emphatic, expanded cadence-in this case the main cadence of the piece), and thus might well merit inclusion in the general category of "closing theme." Like the other closing themes considered above, it is clearly end-accented, at both the half-measure and one-measure levels.14 Example 10 thy since the closing theme is directly related to the opening theme of the piece-the first six notes of the melody are identical; however, the opening theme is beginning-accented (at half-measure and one-measure levels) rather than end-accented. For some reason, in adapting this theme as a closing theme, Mendelssohn chose to change its accentual structure. The change in the left-hand accompaniment pattern halfway through mm. 82 and 84 gives a slight hint of metrical accent at these points, favoring the beginning-accented hearing, but not enough to tip the balance. The evidence presented above suggests that our earlier generalization about the preponderance of beginning-accented themes might be refined. While end-accented themes are less common generally, they do occur quite commonly as closing themes (assuming a relatively broad definition of "closing theme," as suggested above); beginning-accented themes, conversely, are particularly common in other situations such as first and second themes (where end-accented themes are extremely rare-though not unheard of, as I will discuss). To cite a small body of evidence readily at hand, the first themes of the three movements cited in Examples 5, 6 and 7 are all clearly beginning-accented at the one-measure level and at immediately lower and higher levels as well; the same is true of the pieces quoted in Examples 8, 9, and 10 (as already observed with regard to the Mendelssohn Song without Words).15
If we accept that end-accentedness tends to be associated with closing themes, this raises the question of why such a correlation occurs. One simple explanation suggests itself. Closing themes (broadly defined) tend to follow an expanded cadential progression, which normally ends in a hypermetrically accented I chord.16 At the moment of arrival on the I chord, the cadence is complete; yet now we are at the beginning of a new hypermeasure. Rather than waiting until the next hypermeasure for the closing theme to begin (and thus leaving the hypermeasure essentially empty), it seems more appropriate to begin it somewhat earlierperhaps very soon after the hypermetrical downbeat that just occurred. (It is then appropriate, also, to end the first closing theme phrase on a hypermetrical downbeat, in the interest of parallelism-so that the following phrase can begin at a place metrically parallel to the first.) This, then, may be one reason why closing themes are so often end-accented. Another line of reasoning is possible as well. If a theme is a closing theme, functioning as the end of something, it is perhaps appropriate for it to be internally end-accented. In this way, the internal structure of the theme symbolizes its large-scale structural function, and may therefore provide the listener with a useful cue as to what is happening in the piece. (I have attempted to develop this argument elsewhere; see Temperley 1996.) While both of these arguments may have merit, I will not attempt to resolve this question conclusively here, but leave it as a problem for the future.
Some Interesting Cases
The discussion so far has put forth several general observations about phrase structure. It was suggested, first, that phrases are normally beginning-accented. End-accented phrases do occur commonly in one situation, however, namely closing themes. I have also proposed a norm regarding the internal structure of end-accented phrases: such phrases are generally end-accented at more than one level, and frequently break down evenly into smaller units which are also end-accented at some level. One reason for positing norms, of course, is that it makes us more aware and appreciative of cases which stretch or break these norms. Let us consider several such cases.
Example 11 The last example, Schubert's "An die Musik," is not one that particularly features end-accented phrases, but it does show an exceptionally creative and effective manipulation of the alignment between meter and grouping. (Example 17 shows the entire first verse of the song.) The meter of the poem is perfectly regular-composed of four-line verses in iambic pentameter-and could easily have been set in a highly regular fashion. Indeed, a clear four-measure hypermeter is evident throughout the song; a basic structure of four-measure phrases is also evident, each one beginning and ending on a tonic harmony-except the last, which ends on I but begins (essentially) on IV. However, subtle differences between the phrases make each one structurally unique. The first three phrases might be described as "unaccented" at the two-measure level: each one begins after a four-measure "hyperdownbeat" and end before the following one, thus containing no beat at this level. The first phrase divides weakly into two sub-phrases, as shown in the example; in the second phrase, not even a weak subdivision can be found. The second phrase is in some ways the most extraordinary one in the song. Most unusually, it reaches its cadence (a tentative V6/5-I cadence, with the third degree in Example 17. Schubert, "An die Musik," mm. 3-19 the melody) on the fifth and sixth half-note beats of the hypermeasure, leaving an empty measure at the end; the accompaniment fills this measure with dominant harmony, linking the tonic of m. 9 with that of m. 11. (Another subtle feature here is the remarkable parallelism between the segments marked with dotted brackets; this tends to make us want to hear the second one as metrically parallel to the first-that is to say, it subtly favors even-numbered half-note beats as strong, as shown in parentheses under the vocal line. Added to the unusual placement of the cadencewhich also seems to favor even-numbered half-note beats as strongthere is a considerable degree of metrical instability here, though to my mind it is heard only as syncopation and is not enough to actually alter the perceived meter.) The third phrase, in mm. 11-14, is somewhat similar to the first in its rhythmic structure. In this case, the division into two sub-phrases is more pronounced, especially given the melodic and harmonic parallelism between them; each one moves, essentially, from D5 down to Ft4, over a I-V-I harmonization. (The dominant harmony in the last three beats of m. 12 has the effect of linking the two sub-phrases, much as the dominant harmony in m. 10 links the phrases on either side.) The harmonic shape of these two sub-phrases makes them seem analogous to the first two four-measure phrases (which also begin and end on I). The second of these two sub-phrases is the more stable of the two, as it begins just before a beat at the two-measure level; it is therefore the first group in the song (phrase or sub-phrase) to be both tonally complete and rhythmically normal.
The unaccented structures of the first three phrases create a feeling of tentativeness-of holding back-to which the final phrase provides a powerful release. This phrase contains not one but two beats at the fourmeasure level, that is, it begins just before the beginning of a four-measure hypermeasure and overlaps the beginning of the following one; the fact that it is the first phrase to begin on a non-tonic harmony heightens its impact. (The phrase as a whole is in fact a large cadential gesturewhether one sees it as a prolonged predominant harmony from mm. 15-17 followed by V-I, or, as I prefer, as an attempted cadence in mm. 15-17, ending on vi, followed by a second try finally attaining I.) Like the first and third phrases, the fourth falls clearly into two sub-phrases, though in this case, the first sub-phrase is the longer of the two; the first sub-phrase extends to the beginning of m. 17 (and is thus "overlapping" at the twomeasure level), while the second is end-accented, ending squarely on a four-measure downbeat and thus providing the maximum closural effect.23
In this essay I have presented some general claims about the way endaccented phrases are normally used, and also some specific examples of how composers transcend these norms. Some important questions remain, however. In particular, it would be nice to know more about the function of end-accented phrases: what effect do they have in and of themselves, and what is their role in relation to the surrounding context? Some tentative answers suggest themselves. First, end-accented phrases simply provide variety-a bit of relief from the monotony of uniformly beginning-accented phrase structures. The issue of stability is important, too. While end-accented phrases are in one sense unstable (due to the "out-of-phase-ness" of meter and grouping), they also allow the possibility of a metrically-accented ending, and, therefore, a high degree of closure and arrival (the final sub-phrase of "An die Musik" is a good illustration of this). But there is surely more to be said about this issue.
Finally, it is appropriate to return to a larger question which has been somewhat evaded by the current study: the normative rhythmic structure of the phrase. While we have been assuming a norm of beginningaccented phrases, a number of theorists-as noted earlier-have argued for end-accented structures as normative. Is this simply an undecidable matter of opinion and taste, or can arguments be made for one position or the other? I suggested earlier that this disagreement might be due, in part, to differences in the kind of accent under consideration. Those in the beginning-accented camp (including myself) generally admit that phrases are normatively end-accented in a certain sense, but distinguish between the structural accent of a cadence (normally at the end of the phrase) and the metrical accent of a hypermetrical downbeat (normally at the beginning). But there is another argument to be made in favor of the current view-that is, the view that phrases are normally beginning-accented but sometimes end-accented. If we assume that phrases are always endaccented-that cadences are metrically strong by definition-then all phrases are, in a sense, rhythmically the same. But if we view the placement of accent in a phrase as a compositional choice, this allows an element of freedom to the composer, and an element of variety for the listener-and, I believe, accounts for an important aspect of our perception. For example, it explains why the first theme and the closing theme of Mendelssohn's op. 67, no. 4 (Example 10) seem so different in their rhythmic effect, as they surely do. Viewed in this way, the accentual structure of a phrase becomes not a rigid axiom of composition or perception, but rather a source of variety and contrast-one which contributes greatly to the rhythmic interest and richness of common-practice music. The norm of beginning-accented phrases, posited here mainly with instrumental music in mind, may be less prevalent in vocal music, especially given the tendency in many languages for the primary stress of a phrase or sentence to be at the end. For example, with regard to Mozart's arias, Webster (1991) has argued for a normative structure of two-measure segments leading from a weak measure to a strong measure.
